Research area: philology. 
by V. Aksyonov written in that period. It is the presence of numerous cultural codes that makes it possible to research the text from the point of view of its cultural "structure". Keeping in mind that the text has a prevailing modernist aesthetic dominant (determined by the syncretism of genres, neo-mythologism, semiotization of reality, special role of the onlooker), it would be relevant to analyse it on the basis of Russian modernist ideas, including those based on the theories of N. Berdiaev, S.N. Bulgakov, and P.A. Florenskiy (Slobodeniuk, 1998) .
We wish to demonstrate the way the ideas of Russian religious philosophy deflect within the novel, and what ways to escape from the Soviet post-apocalypse the author sees. The text may be formally divided into two parts: the events taking place in [1952] [1953] , and the last chapter, "Forty two years after", acting as an epilogue.
In contemporary literary criticism, there are several interpretations of the novel: (Koliadich, T.M. (Koliadich, 2013) , Polupanova, A.V. (Polupanova, 2009 ), Suvorova, I.V. (Suvorova, 2013) , Khanov, B.A. (Khanov, 2013) . The mythopoetic interpretation of the text is of greatest interest. Koliadich, T.M., outlines the cosmogonic, heroic, astral and auteur myths (Koliadich, 2013: 81) that form the basis of the novel. It is not a certain myth the researcher focuses on; in the centre of her attention, there is a so-called "neo-myth", "when the space of a single text unites the myth systems of different periods and nations (sometimes, in a random manner)" (Koliadich, 2013: 86) . T.M. Koliadich believes that the myth plays the plot-constructing role in the novel.
In his article "Soviet Discourse as the Imperial "Imaginary" in the Novel "Moskvakva-kva" by V. Aksyonov", analysing the text, on one hand, in the aspect of mythopoetics, and through the correlation between the utopic and the imperial, V.A. Khanov arrives at the conclusion that the "Neo-Plato City" image is inconsistent here, and Aksyonov himself proves this inconsistency through the selected mythological code (Khanov, 2013) .
V. Aksyonov builds up his texts using several mythological systems: the ancient myth (the myth of Theseus and the Minotaur, Plato's myth of a perfect state (the base of the utopic discourse), and the social-realist myth of the great family described by K. Klark (Klark, 1992) . The text also actualizes the Silver age cultural reflection on the gnostic myth, manifested through numerous references to A. Blok and V. Solovyev.
In the text, the myth of the large Stalinist family is naturally combined with the gnostic myth: the socio-realistic father and sons are highlighted with the image of the Trinity (Kovtun, 2004) . However, there is a symbolic difference: Sophia, the world soul, comparable to the image of the protagonist, Glyka, does not fit in the big family structure (potentially, it may fit as mother archetype, but the mother motive does not enter the mythical context), it remains alien.
Another approach to studying the novel is researching the text from the utopic and antiutopic points of view. This is the subject of the article titled "Anti-Utopic Stories of Moscow" by A.N. Vorobyova (Vorobyova, 2008) . The attention to architecture (description of high-rises, the topos of a constructed house with Stalin's secret shelter on top) suggests that the text is a utopic story, borne from the traditional topic of a perfect city. Numerous Plato's ideas and contemplation on the way they are implemented in the 50-s, contemporary to the book characters, the created illusion of a rational state where the hierarchy is based on the principle of involvement into creating it, make up the utopia that is gradually demolished in the text. short story 'Sonya')" (Kovtun, 2009: 90) : "The image of a perfect, sublime girl, commonly named Sophia, is typical for the dramaturgy of the Enlightenment" (Kovtun, 2009: 90) .
Such nomination opens an additional mystical dimension of the narration" (Kovtun, 2009: 90) , and this image is still relevant in Modernism.
The text of "Moskva-kva-kva" (2005) (Khanov, 2013: 116) .
The title of the novel, "Moskva-kva-kva", is a reference to Platonov's "Happy Moscow", where the main character is named Moscow Ivanovna Chestnova (the name coincides with the toponym).
In the novel by V. Aksyonov, the name Glykeria is not directly associated with the toponym, but it matches its shortened, playful version: "I like it here in your Kva-Kva" (Aksyonov, 2015: 444) -"kva-kva". Mother lovingly calls her daughter Glyka "Glikushenka, my baby frog" (in Russian: Glikushenka rhymes with lyagushenka) (Aksyonov, 2015: 44) . The nomination pattern itself is a reference to Platonov. In both cases, the heroine is equalled to the city which is the capital, the centre of Russia (USSR). Along with that, Moskva-kva-kva and Glikushenka the frog are the explicit embodiments of the city and the girl as chthonic creatures, beasts from the underworld.
Its underworld nature is especially distinctive after Glyka's downfall and her defloration. The city is the picture of feminine: "the first woman is still Moskva-kva-kva" (Aksyonov, 2015: 225) , but it is the deflated feminine: not "lady", but "woman".
According to B. Groys, "for a Russian thinker, a woman is a delusional symbolization of Russia: it evokes, and simultaneously distracts erotic energy to herself" (Groys, 1993: 247) . B. Groys equals the "being Russian" and Ruerich is concerned of bringing her daughter to the idea "of the comprehensive and inspiring power of Productive Labour" (Aksyonov, 2015: 11) . In "Happy Moscow", the "graceful Komsomol girl" immerses into the underworld, the Moscow underground tunnels; in the novel by V. Aksyonov, Glyka, on the opposite, "goes out into space" (literally, from the window of the shelter-tower), retaining her pneumatic nature throughout the story.
Glyka is not a human in the full sense of the word; she is presented as a different creature, an unknowable entity: "this spoiled creature is suffering in its wondrous body" (Aksyonov, 2015: 56) , "the perfect essence of her generation" (Aksyonov, 2015: 12) . The body of Glyka is separate from the "essence", i.e. the essence of Glyka is captured in the "wondrous" body;
probably, this division of body from Glyka herself is intended to express the duality of Sophia (lower and upper Sophia in the gnostic myth, the Virgin and the Whore, celestial and mundane).
The generic essence of Glyka is not clear; she was not born, i.e. created. Of her mother, Smelchakov says: "She has always had a daughter, even on her first year of college" (Aksyonov, 2015: 41) . Sophia is uncreated too: "She grew up not into a woman, but into a picture of virginity" (Aksyonov, 2015: 45) . Along with that, the text clearly points to the parents of Glyka, characterizing her as a being, created by them. This is the manifestation of her Sophian duality.
The pneumatic essence of Glyka is expressed through language: "she flutters out from the enormous ZIS-110" (Aksyonov, 2015: 12) , "she imagines herself to be <…> the soaring Virgin of Socialism" (Aksyonov, 2015: 13) .
The gnostic myth draws a parallel between Sophia and the Ancient Egyptian Isis.
Glyka possesses some of her portrait features:
"Comrades! / I like one of those / Komsomol girls! / Her body is / All emerald!" (Aksyonov, 2015: 180) , "she slapped me with her genuinely emerald laugh" (Aksyonov, 2015: 180 it against her heart; around her head, there is a gold halo, and ribbons over her ears" (Florensky, 1990: 372) . The heroine has an angel nature: "the angel of socialism" (Aksyonov, 2015: 47) , "gold hair in a heavy braid, long neck, ducky collar bones" (Aksyonov, 2015: 47) . Glyka is constantly "blushing" and her eyes "light up with incredible fire": "the girl's looks behind the shoulder, as well as the frequently changing golden halo have begun to torture her experienced bridegroom quite a lot" (Aksyonov, 2015: 61) . Sophia is always surrounded with fire. Even in the painting by N. Roerich (obviously, word play with the last name of Glyka's mother, Ruerich) "Sophia -The
Wisdom the Almighty" is flying across the sky on a fiery horse in a cloud of fire, and looks as though she is made of fire herself.
One of the incarnations of Sophia is the
Holy Virgin (Florensky, 1990) . The image of the protagonist is associated with her both on the narrative and the expressive levels. Glyka is wearing a "marquisette cornflower blue dress", and in Christianity blue colour symbolizes the Holy Virgin, spirituality, and mystery, which matches the Sophian features of the protagonist.
At the end of the novel, before vanishing into thin air, "Glyka, dressed in a gorgeous blue dress with a bell-shaped skirt and a yellow puffed top, but barefoot" (Aksyonov, 2015: 420), appears before her mother to express her wish to ascend to the Leader. Yellow and blue are traditional colours of the Holy Virgin.
On the narrative level, the Holy Virgin features are expressed through the fact that Glyka is supposed to become "the mother of the New Phase", but the "New Phase" is never born:
this line remains incomplete, the supposed birth ends with the death of the mother vanishing into thin air, and symbolic return to the beginning.
Repetition of Sophia as a Virgin and a Whore is actualized through the Valentinean gnostic tradition, as Sophia is divided into the higher and lower.
According to P.A. Florensky, Sophia is "an intangible state of transition between God and its creature" (Florensky, 1990: 360) , she is soaring on the borderline between the divine energy and mundane passiveness. The ambiguity of Sophia is also presented in the pages of the novel; it manifests itself through the image of Glyka:
Glyka and the "heavenly bride" of Smelchakov, and the mistress of Mokkinaki. She is pure and sinful at the same time (not throughout the novel;
at different stages of the story, her ontological status changes, but the ambiguity remains).
According to S. Bulgakov, Sophia is a "third being", neither God nor belonging to the world.
Bulgakov spoke of two faces of Sophia: celestial (divine) and earthly (mundane).
The novel consists of parts, different in their aesthetic dominants: utopic (with inclusions of alternative history motives) and realistic.
The end of the utopia (transformation of utopia into anti-utopia) is marked with the downfall of Stalin's Sophia, Glyka. The author pays special attention to the virginity of his heroine. "The basic condition of the erring Sophia, prior to its differentiation into a plurality of affections, is ignorance" (Jonas, 2007) . Ignorance here may be interpreted as innocence, absence of knowledge.
"But the Holy Ghost shows Itself in a creature as chastity, as inner innocence and humble purity, in these gifts a Christian may receive from Him.
In this sense, Sophia means Chastity, as heavenly power granting virginity" (Florensky, 1990: 350) . Defloration of Glyka means her downfall, subversion, but only on the lower, mundane level. At the end of the novel the higher Sophia is actualized, while Glyka leaves her body, it feels too small for her "I feel cramped <…> most of all, I feel so in my own body" (Aksyonov, 2015: 417) .
The motive of Glyka's defloration formally coincides with the apocalyptic "Exegesis of the Soul" (a piece from the Nag Hammadi library).
When the soul bearing a female name lived at the Father by herself, it was in form androgynous; but having found a female body and having come to earth, it began to "fornicate", though repented later: "And she received the divine nature from the father for her rejuvenation, so that she might be restored to the place where originally she had been. This is the resurrection that is from the dead. This is the ransom from captivity. This is the upward journey of ascent to heaven. This is the way of ascent to the father" (Exegesis). Similarly, Glyka, who has initially wanted to remain a virgin forever to become a vestal virgin in the temple of Stalin after his death, meets Mokkinaki to obtain her genuinely female, mundane essence, to surrender to the sensual and bodily pleasures. First it happens with her earthly bridegroom, George, then with her heavenly one, the union with whom after Glyka's downfall loses the heavenly features;
that is Kirill Smelchakov.
The love affairs of the heroine are not selfworth; they are nothing but a way to reach her
Father. "The passion was a search for the Father, for she strove to comprehend his greatness. This, however, she failed to achieve, because what she attempted was impossible, and so she found herself in great agony; <…> into which in her desire she penetrated more and more, she would in the end have been swallowed up by its sweetness and dissolved in the general being, had she not come up against the power that consolidates the All and keeps it off the ineffable Greatness" (Jonas, 2007) . In the passionate coition with her lovers, she attempts to cognize her true Father, Stalin:
"You know, sometimes before the moment you seem to me like young Joseph Vissarionovich" (Aksyonov, 2015: 401) , she says to Smelchakov.
Before defloration of Glyka, the novel is based on the traditional Social Realistic myth of the great family (Father Stalin and his hero sons) with its ideals of puritanism, incarnated in the protagonist. She might also represent the archetype of mother (Gunter, 2000) , but she does not become a mother, which is another element of deconstruction of the said mythological system. The utopic character of the 50-s reality is witnessed by its existence on the verbal level: "If someone was not spoken about any more, the talks were never resumed" (Aksyonov, 2015: 66) . Defloration of the main character is one of the key episodes of the novel. Glyka's virginity is taken by George Mokkinaki; at first, George brings Glyka to a restaurant (before that, she has only been to "Nacionalle" with Smelchakov, when both of them bore the status of the heavenly bride and bridegroom); the restaurant environment is marked as forbidden by the author: "in the Soviet habitat, restaurants <…> were considered to be <…> the shrines of sin" (Aksyonov, 2015: 186). Later, he takes her to pseudo Abkhazia.
Mokkinaki should be perceived from the point of view of ostensibility, imposture, lies: "the mundane man who dragged me, just dragged me to the sky" (Aksyonov, 2015: 189) , "will caress me with his fatherly sight" (Aksyonov, 2015: 189). The coition is described with some incestual motives: "Glyka, my daughter, my wife!" (Aksyonov, 2015: 245) , with an obvious reference to the apocryphal "Interpretation of the Soul", where the soul mistakenly calls the adulterers her husbands. The evanescence of mundane marriage engagement is emphasized with the ostensibility of Mokkinaki. Therefore, the author outlines the crisis of Sophianity, the possible loss of Sophia in the utopia dimension.
Besides other attributes, Mokkinaki is described as a monster: "Pasiphae was quite a hetaera. She copulated with monsters. <…> Bloody monster! I love your jug ears!" (Aksyonov, 2015: 201) . The demonic nature of Mokkinaki manifests itself in the variability of his character, sudden appearance and disappearances: "Having said that, he put the one-million wad of non-cash into his pocket and disappeared" (Aksyonov, 2015: 176) . The holiness of the name Georgy is demolished, carnivalized: "Ah, George! You are so strange, just incredible, a carnival guy you are!" (Aksyonov, 2015: 185) . This is why the apocryphal motive of Sophia's blessing Georgy for a battle is not actualized in this text.
Glyka states the change in her ontological status herself: "At that moment she was pierced with the thought that she behaved like a prostitute" (Aksyonov, 2015: 173) . The heroine feels inclination to colloquial vocabulary: "what other girl may be so lucky: break the cherry at the altitude of five thousand meters, and find such a cool cat like you…" (Aksyonov, 2015: 198) . By the way, colloquial expressions are quite frequent in the author's descriptions: "…her winkers wide open…" (Aksyonov, 2015: 182) .
Glyka interacts with George the impostor,
Smelchakov the poet and Stalin physically, bodily. All of them are one in Glyka, just like the Holy Trinity is one in Sophia: "holding Glyka with all his limbs, he felt her like an embryo inside his own body" (Aksyonov, 2015: 191) . "I feel like Glyka is not driving us apart, but bringing us together" (Aksyonov, 2015: 319) prison, no trial, no record" (Aksyonov, 2015: 251), he says. After his resurrection, George finds some features of a supernatural creature: "his tender hands, his soft lips, his fluffy chest…" (Aksyonov, 2015: 307) . The essence of the Father is transferred to Mokkinaki by his "murder" committed by his father: "they succeeded to turn me into a pathetic, trembling creature" (Aksyonov, 2015: 251) .
Smelchakov incarnates the Soviet Holy
Ghost. Kirill Smelchakov is the Heavenly Bridegroom of Glyka, being, simultaneously, a part of her: the deep sensuality of his poems is numerously emphasized in the novel: "Is it right, Kirill, that you are criticized for… for… for your sensuality?" (Aksyonov, 2015: 51) . Sensuality of the poet's love poems is extrapolated on the character himself, becoming his feature and his attribute. Sensuality means, first of all, physicality of Sophia. Glyka requests Kirill to become "something like the eternal bridegroom of an eternal maid". The "eternal bridegroomhood" is profaned with the physical coition of the couple.
But despite his seeming loyalty to the Father, Smelchakov is thinking of his death: "smoking frankincense for him, surreptitiously I wish he was dead" (Aksyonov, 2015: 312) .
After an act of oral sex, Smelchakov cites his new poem to Glyka: "Ah, my dear girl, / I remember you walking to the red day sounds / Beaming and sobbing, / Carrying a portrait of Stalin" (Aksyonov, 2015: 178) . It makes Glyka think: "This is what you need to do to become someone's persona" (Aksyonov, 2015: 176) In the novel by V. Aksyonov, the world of the 50-s is perceived as a myth; the novel is a reflection of the myth. Introduction of alternative history motives into the story is symptomatic; it is the manifestation of "deliberate interest to the crisis points of the past, contemplated to find the ways of overcoming tragedies of the present" (Kovtun, 2005: 5) . But for Aksyonov, it is not a tragedy of the present; it is a tragedy of the future in the past, division of the novel into two formal parts: utopia and reality. Aksyonov Novotkannaya? <…> Do not take her name in vain, she is a saint of the New Phase!" (Aksyonov, 2015: 446) . Therefore, the space retains its emptiness.
According to V. Aksyonov, as a new religion, socialism cannot become something Russia will preach to the world: "feeding local Abkhazians with the wisdom of sunny Stalinism" (Aksyonov, 2015: 355) . Glyka is dreaming of a life together with Mokkinaki and Smelchakov, 
